two editions had to be doomed to different destinies?; what is the truth of the artistic dispute, the primary cause for the discontinuation of the collaboration project and the subsequent birth of the two editions with different destinies?; how do the two editions differ? In answering the questions, this paper attempts to reach the true nature of artistry Hurston tried to realize through the first black folk comedy project.
II. 'Mule Bone' Controversy
It was 1925 that Hurston came to know Hughes for the first time. From then on, their relationship as colleagues rapidly developed. Toward the end of the summer this year, they decided to found "a Negro quarterly of the arts" called Fire!!, along with other young African American artists (Hughes 235).
1 In the culmination of their artistic comradeship, Hurston, in a letter to Hughes postmarked on April 12, 1928, disclosed her secret plan for an authentic African American theatre or what she called "the new and the real Negro theatre" that would be built on "folk tales with the abrupt angularity and naivete of the primitive 'bama Nigger" (Hemenway 115) and, therefore, would be "a really new departure in the [African American] drama" (Gates "Tragedy" 9). In another letter on May 1, 1928, Hurston even proposed Hughes a fifty-fifty collaboration on the project. In March, 1930, the two writers set out the collaboration project, that is, the writing of black folk comedy that, as Henry Louis Gates, Jr. states, would be "reshaping completely the direction of the development of African American literature away from the blind imitation of American literature" ("Tragedy" 10). Considered an event of great historic significance, such a departure in African American drama is seen as a response to the contemporary African American playwrights' longing for their own theatre true to the black experience in America. As Carme Manuel notes, African American playwrights in the 1930s were confronted with two questions: "how to actualize the oral tradition in written form" and at the same time "how to recreate that vital force on stage" (78). In response to the questions, Hurston and Hughes strived to
